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Introduction  
In the late 1900s and the early 1910s, filmmakers started shooting the action in long shot and long 
takes by using a fixed camera. The films were composed of shots, lasting up to ten minutes each, 
with the duration of the films from fifteen to sixty minutes.  D.W. Griffith(1875-1948) was, 1
however, a pioneer who broke the conventional techniques in the cinema. He tried to split a scene 
into several shots with diverse angles, and especially the use of the close-up —although it emerged 
in Edison’s early films, Griffith developed the close-up leading the dramatic intensity of narrative— 
was the crucial step to create ‘match cut’, which conjoins shots with a smooth change from one shot 
to the next keeping the audience’s orientation in relation to the screen space.  The attempts of his 2
technical shooting and editing —long shot or close-up, high angle or low angle, a moving camera or 
static camera— contributed to empathising with actors’ emotion and offering of the various angles/
sizes of images. These classical cutting  is called ‘montage’ today and has become one of the 3
significant components of film. Although a number of films have used the long take (or the tracking 
shot) in order to increase realism, such as Birdman (2014), montage is still used by the majority of 
films as a key to conveying the narrative of the film effectively to the audience. From Sergei 
Eisenstein (1898-1948) to Christopher Nolan (1970-present), for a century the technique of 
montage has brought a remarkable growth of film in quality. 
The need for researching montage 
Despite the numerous attempts of novel montage methods, the styles of montage do not entirely 
deviate from the theoretical frames of montage which were already formed by Lev Kuleshov 
(1899-1970), V.I Pudovkin (1893-1953), and Eisenstein. Most montage forms rely on traditional 
theories. Even though some experimental montage appeared in several films, such as the scene in 
which a bone thrown by an ape changes into a spacecraft in 2001: A Space Odyssey (1968), or the 
scene in which the universe and the inception of life on Earth suddenly are inserted in the life of a 
family in The Tree of Life (2011), they could be viewed as Eisenstein’s montage of conflict and 
jump. That is because, probably, not only their theories of montage have extensive coverage but 
 Marilyn Fabe, Closely Watched Films : An Introduction to the Art of Narrative Film Technique. (Berkeley: University of California 1
Press, 2004), 2.
 Fabe, Closely Watched Films, 4-.5.2
 Louis Giannetti, Understanding Movies. 9th ed. Upper Saddle River, (NJ: Prentice Hall, 2001), 138.3
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also a large number of movies still follow their montage types. As a result, many of the studies on 
montage rely on analysis of films based on the classical theories. For instance, there was an attempt 
to translate montage in Chinese revolutionary cinema based on Soviet montage , and an author 4
sought to the politics of sound and image in contemporary feminist filmmaking through Eisenstein’s 
cinema . Besides, Eisenstein’s film montage techniques were used for a study on music processing 5
in film.  It is important to keep studying montage through the conventional theories. However, 6
today montage has been developed by the continued growth in film with impressive spectacles of 
CGI (computer-generated imagery). Nevertheless, there is a lack of academic studies for a new 
approach to researching montage through various ways. Thus, it is necessary to explore this issue 
through a new attempt of analysis of montage. 
The purpose of the research question 
This thesis is about filling the need for a new way to conceptualise montage. It is not only to 
analyse films with a new perspective but also to examine new montage through the relationship 
between film and linguistics. Most of all, film has been considered as a language as well as 
influenced by linguistics. In particular, montage has been compared to a grammar of a language 
helping people’s comprehension in their communication with films: montage is considered as a key 
effectively or powerfully conveying a narrative to the audience. Eisenstein developed a type of 
montage that was influenced by language. Montage of collision contrived by Eisenstein was derived 
from the Chinese characters — the combination of two different characters creates the third product 
— and Japanese literary tradition such as the laconic form of poetry. Moreover, he connected 
montage of collision to Hegelian dialectic, based on the triad thesis-antithesis-synthesis. Thus, he 
revealed the close relationship between montage and linguistics regarding film as a language. The 
relationship between montage and linguistics arouses my research question, how a new approach to 
montage is deduced from linguistics, especially Egyptian hieroglyphs. The reason why I choose 
Egyptian hieroglyphs as a key element is that these have a unique structure. Egyptian hieroglyphs 
were one of the languages inscribed in the Rosetta Stone that was discovered by the French invasion 
 Jessica Ka Yee Chan, “Translating ‘montage’: The discreet attractions of Soviet montage for Chinese revolutionary cinema”, 4
Journal of Chinese cinemas/5(3), 2011., 197-218, Taylor & Francis.
 Ging  D , “The Politics of Sound and Image: Eisenstein, Artifice and Acoustic Montage in Contemporary Feminist Cinema”, 5
Critical Studies/21(2), 2004., 67-96,
 Na Rae Kim, “A Study on Music Processing according to the Montage Techniques from Films:Focused on Sergei Eisenstein’s Film 6
Montage Techniques” (MA thesis, SangMyung Univ. 2017).
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of Egypt in 1799 and were deciphered by Jean Francois Champollion (1790-1832). Egyptian 
hieroglyphs recorded the ancient Egyptian language with a mixture of sound and picture signs. The 
earliest Egyptian word for cat is written with three signs that record the sounds ‘m+i+w’ (the cat’s 
‘miaow’), followed by a picture showing the animal.  Champollion had many difficulties to disclose 7
this formation because the structure of Egyptian hieroglyphs was different from the structures of 
other languages (hieroglyphs), and that is why it took a long time to decipher. As mentioned above, 
Egyptian hieroglyphs consist of a combination of phonograms and ideograms. They embrace sound, 
text, and images like today’s components of moving images (or film). It is surprising that around 
3000 B.C, the ancient Egyptian already thought expressions of synesthesia in their written language. 
If the structure of Egyptian hieroglyphs is applied to montage in film, new forms of montage would 
be expected in diverse ways. Based on this connection between montage and Egyptian hieroglyphs, 
more specific questions will be asked in each chapter: how was montage influenced by linguistics in 
the past? How does montage relate to Egyptian hieroglyphs as a new approach? Finally, how does a 
new angle on montage offer new potentialities to read films through case studies, and how will the 
new approach be extended in the near future? Through these questions, I will demonstrate the 
relationship between film and linguistics in the past, explore a new attempt to analyse montage with 
language in the present, and an extension of montage (or film) with the new approach in the future.  
Framework and Methods  
For analysing the structure of Egyptian hieroglyphs and the structure of new montage applied by 
Egyptian hieroglyphs, the theoretical frameworks will be composed of linguistic theory and film 
semiotic theory. First of all, Ferdinand de Saussure (1857-1913) had formed modern linguistics and 
semiology in the twentieth century as a pioneer in these fields. In terms of the structure of Egyptian 
hieroglyphs, his theory will be used to examine how Egyptian hieroglyphs are composed. Second, 
with respect to the formation of new montage, the semiotics of film of Christian Metz (1931-1993), 
the first theorist to apply de Saussure’s theories of semiology to film, will be used. As he viewed a 
sentence and a word in a language system as a scene and a shot in film,  the new style of montage 8
influenced by Egyptian hieroglyphs will be segmented on the basis of elements of films such as 
sound, text, images. For methodology, through a comparison between Eisenstein’s montage and 
new montage, common features and different results derived from linguistic system will be 
!   It is the description about Rosetta stone in British museum.7
 Christian Metz, and Michael Taylor. Film Language : A Semiotics of the Cinema (Chicago: University of Chicago Press, 1991), 67.8
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discussed. In addition, through case studies, I will analyse how a new perspective on montage offers 
new possibilities for analysing films. One of the films for case studies is Anna Karenina (2012) 
directed by Joe Wright in which diverse forms of media, such as theatre, opera and musical were 
adopted. The mixed genres will help to find new forms of montage in the experimental production. 
The second film is Radiance (2017) filmed by Naomi Kawase. This film deals with blind people 
who listen to films through audio descriptions instead of watching films. Due to the feature of the 
blind, this film shows the audience a unique combination of sound, audio descriptions and images. 
Based on case studies, new experimental montage will be discussed.        
Structure 
This thesis is divided into three chapters. The first chapter lays out the relationship between 
montage and linguistics. De Saussure’s and Metz’s notion about language and Eisenstein’s montage 
influenced by the Chinese characters will be analysed. The second chapter recapitulates the new 
approach to montage inspired by Egyptian hieroglyphs. It begins with the analysis of the structure 
of Egyptian hieroglyphs, and the possibility of the new montage will be discussed. Moreover, 
through the comparison between Eisenstein’s montage and a new style of montage, each feature of 
the two montages will be examined. The last chapter focuses on specific films, Anna Karenina 
(2012) and Radiance (2017) as case studies, and besides, the extension of montage in film will be 
dealt with for the next step. This thesis starts with the premise that film is a language, and it is 
indispensable to examine new styles of montage through the relation with linguistics. On the basis 
of the structure of Egyptian hieroglyphs, the dismantlement of the components of film — sound, 
text, and images — is highly useful in analysing (montage of) films with a new perspective. 
Consequently, the new interpretation of montage and the potentiality of extension of montage will 
help its growth. 
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Chapter 1: The relationship between montage and linguistics 
Some arguments have been made that linguistic systems influence the structure of film. On the one 
hand, Eisenstein actively adopted a linguistic system in his films and Metz also applied de 
Saussure’s linguistics to film as semiotics of film. On the other hand, several theorists or critics 
have a negative perspective about the fact that film (or montage) links to languages. Some think that 
if linguistic systems are introduced into films, the films would bring the wrong montage that is not 
an appropriate style in film.  Other criticisms are that Eisenstein has a deep attachment to linguistic 9
systems very much because he thought ‘montage of collision’ that stems from the Chinese 
characters and Japanese literature is ideal: he believed that it is crucial to create new meaning by the 
collision of two different images on montage.  Although there are still different views about the 10
influence of linguistic systems on film, this thesis takes the position that film (montage) is related to 
linguistics.  
 First of all, in order to reveal the relationship between montage and language, in this 
chapter, I focus on de Saussure’s theories of linguistics. With respect to the linguistic sign, Charles 
S. Peirce’s semiotics (1839-1914) is compared with de Saussure’s theories. Moreover, given this 
language system, it will be discussed how Metz tried to link de Saussure’s theories of semiology to 
film as well as how Eisenstein applied language and literature to montage of collision. Through 
these analyses, the impact of linguistics to film will be proved.    
1.1 De Saussure’s langue 
The achievement of de Saussure, a Swiss linguist and semiotician affected the development of 
linguistics as well as philosophy and sciences in the twentieth century. His linguistics was regarded 
as ‘The Copernican Revolution’: the heliocentric model overturns previous theory, the Ptolemaic 
system, as the paradigm shift. In other words, de Saussure established a new perspective in 
linguistics against the traditional notion of language. Before de Saussure’s theories, the study of 
‘comparative philology’ had been flourishing in the nineteenth century. Since W. Jones (1746-1794) 
had discovered Sanskrit, it was compared with German, Greek, Latin and other languages by Franz 
  Mi Jin Baek, “An Architectural Design Study f an Exhibition Space based on Sergei Eisenstein’s Film Montage Technique” (MA 9
thesis, KyungKi Univ., 2015), 13.
 Young Soo Kim, The theory of montage in film (Yeolwhadang, 1999), 149.10
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Bopp (1846-1921) contributing to the growth of comparative philology.  The comparative school 11
focused on the revolution of grammar and language through the diachronic methodology, whereas 
de Saussure concentrated on a synchronic viewpoint in the linguistic analysis, which approaches a 
language at a specific point of time setting up the principles of any idiosynchronic system, the 
constituents of any language-state.  The attempt of a synchronic perspective, ultimately, led to a 12
great change in the twentieth century linguistics.  
 First of all, the most important aspect in de Saussure’s work would be that he made the 
distinction between langue and parole in language: both are French terms, where langue is a 
particular language and parole means speech. Parole is only people’s speech as a sound, but langue 
is a kind of system or a principle of society. With respect to the meaning of these two terms, de 
Saussure gives an example:  
“Someone pronounces the French word nu ‘bare’: a superficial observer would be tempted 
to call the word a concrete linguistic object; but a more careful examination would reveal 
successively three or four quite different things, depending on whether the word is 
considered as a sound, as the expression of an idea, as the equivalent of Latin nudum, 
etc.”  13
That is to say, if someone who does not speak French, they would just hear nu ‘bare’ as a sound, but 
when a French person hears that, he or she understands that nu means ‘bare’. Unless someone 
belongs to a certain community or society, he or she does not understand what those who are in 
other communities talk about. Namely, the sound of nu is parole, and the understanding of ‘bare’ is 
langue. David Holdcroft, professor of philosophy in University of Leeds, explains langue in his 
book ‘Saussure: Sign, System, and Arbitrariness’ (1991) giving another example: if someone says 
‘Pass the sugar’ in English, an English speaker will understand that the sentence consists of three 
words, whereas non-English speakers will hear the continuous sounds ‘passthesugar’ as one 
sequence without natural divisions.  As only English speakers part of the English community who 14
understand the grammar of English can hear the sentence properly, langue is a kind of promise, a 
 Ferdinand De Saussure, Course in General Linguistics,edit. Charles Bally and Albert Sechehaye, in collaboration with Albert 11
Riedlinger, trans. Wade Baskin. (New York: McGraw Hill Book Company, 1966), 2-3.
 De Saussure. Course in General Linguistics, 2, 101.12
 De Saussure. Course in General Linguistics, 7.13
 David Holdcroft, Saussure: Sign, System, and Arbitrariness (Cambridge: Cambridge University Press, 1991), 21.14
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principle of social conventions in communities as well as a grammatical system in their mind. De 
Saussure defines langue:  
“…what is language [langue]? It is not to be confused with human speech [langage], of 
which it is only a definite part, though certainly an essential one. It is both a social product 
of the faculty of speech and a collection of necessary conventions that have been adopted 
by a social body to permit individuals to exercise that faculty.”  15
In light of this, de Saussure formulates that langue is social and essential, but parole is individual 
and contingent.  That is because, as stated above, langue is an accumulation of conventions chosen 16
by a social group but parole is speech that differs from individual to individual and from 
communities to communities even in the same society. 
 Moreover, de Saussure tried to separate langue from the whole of parole —both are 
involved in language— and to come up with the linguistic sign in langue. The linguistic sign 
consists of two fundamental principles, ‘a concept’ and ‘a sound-image’ which become the 
foundation of structural linguistics. He points out that in order to say a certain word, one calls a 
concept in one’s mind and then the concept brings the corresponding sound-image. Inversely, when 
one hears a certain word, the sound-image recalls the appropriate concept in one’s mind: both, a 
concept and a sound-image are in psychological process.  He gives an example, ‘arbor’. When 17
someone hears ‘arbor,’ a concept is an image of ‘tree’ and a sound-image is the word, ‘arbor’. Then, 
the combination of two elements, a concept ‘tree’ and a sound-image ‘arbor’ becomes a sign, and in 
the sign, two terms, concept and sound-image, are replaced respectively by signified [signifre] and 
signifier [signifiant]: the linguistic sign is arbitrary because various sound-images can be 
represented in one concept.   18
 De Saussure, finally, mentions ‘the syntagmatic relations’ and ‘the associative relations’ in a 
language-state. The former is the consecutive units of two or more words by the rules of syntax: for 
instance, the sentence in French s’il vous plaît, ‘if you please’ is the combination among 
‘conjunction,’ ‘pronoun’ and ‘verb’. The latter is words that are related in some way: for example, 
the French word enseignement ‘teaching’ recalls connected words enseigner ‘to teach,’ enseignons 
 De Saussure, Course in General Linguistics, 9.15
!  Holdcroft, Saussure: Sign, System, and Arbitrariness, 20-21.16
 De Saussure. Course in General Linguistics, 11-12.17
 De Saussure. Course in General Linguistics, 67.18
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‘(we) teach,’ and enseigne ‘teaches,’ especially in the signifier element, it brings armement ‘arming’ 
and rendement ‘rendering,’ and in the signified element, it evokes instruction ‘instruction,’ 
apprentissage ‘apprenticeship’ and éducation ‘education’.  In differences between word groups, 19
only one word will be chosen for a completed sentence or a structure of a sentence will be changed 
by a chosen word.  
 These three notions—the difference between langue and parole, the linguistic sign 
composed by signified and signifier, and the syntagmatic and the associative relations— are the 
fundamental concepts in de Saussure’s linguistics. Based on his theories, other semioticians had 
formulated their own theories. Compared with de Saussure’s linguistic sign composed of signified 
and signifier, one semiotician, Charles Sanders Peirce (1839-1914) classified the linguistic sign into 
three categories: Icon, Index, and Symbol, associated with the link between an object and a 
representamen. First, Icon is a representation of an object by similarity; second, Index indicates a 
comparison, a real relation, a collision that people can connect with what happens by intended acts; 
and finally, Symbol is a sign made by arbitrariness without any resemblance or real connection, 
because dispositions can be understood by custom.  In de Saussure’s linguistic sign, signified (a 20
concept) and signifier (a sound-image) arise in one’s mind as psychological process and these are 
used for communication between a sender and a receiver, whereas Peirce’s triad of types focus on a 
sign itself as a substance and the relationship between a sign and its object rather than the acts of 
communication.  Another theorist, Roland Barthes (1915-1980), casts a doubt on images as a 21
language with these questions; ‘whether images really constitute a language?’ and ‘if so, how does 
meaning work within this language?’ in his article ‘Rhetoric of the image’(1980). He adopts de 
Saussure’s linguistic sign system, signified and signifier, as well as adds the notion of denotation 
and connotation in the analysis of the ‘Panzani’ advertisement. He describes the advertisement:  
     
“Here we have a Panzani advertisement: some packets of pasta, a tin, a sachet, some 
tomato, onions, peppers, a mushroom, all emerging from a half-open string bag, in yellows 
and greens on a red background. Let us try to ‘skim off’ the different messages in contains. 
 Ferdinand De Saussure, Eisuke Komatsu, Roy Harris, and Émile Constantin. Troisième Cours De Linguistique Générale 19
(1910-1911) : D'après Les Cahiers D'Émile Constantin = Saussure's Third Course of Lectures on General Linguistics (1910-1911) : 
From the Notebooks of Emile Constantin. Language and Communication Library ; v. 12 842897682. (Oxford [etc.]: Pergamon Press, 
1993), 128a-132a.
 Susanna Marietti, and Rossella Fabbrichesi. Semiotics and Philosophy in Charles Saunders Peirce. (Newcastle, U.K.: Cambridge 20
Scholars Publishing, 2006), eBook Collection (EBSCOhost), EBSCOhost (accessed May 14, 2018), 26.
!  Umberto Eco, A Theory of Semiotics. Advances in Semiotics 842003983. (Bloomington: Indiana University Press, 1979), 14-16.21
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[…] , for the sign Panzani gives not simply the name of the firm but also, by its assonance, 
an additional signified, that of ‘Italianicity’. The linguistic message is thus twofold (at least 
in this particular image): denotational and connotational.”  22
In terms of a linguistic message, on the one hand, the caption, Panzani written on the package 
functions the name of the product as denotation. On the other hand, the title, Panzani, implies 
‘Italianicity’ as connotation because the Panzani sounds like Italian — the sound resembles an 
Italian surname and also Panzana in Italian is a word that means ‘lie’. Mostly, the ending ‘zani' is 
quite Italian. It seems that denotation and connotation can replace signifier and signified 
respectively. However, due to the fact that the signifier is derived from a sound-image, it is 
conceptual, whereas denotation reveals as a caption or an image in the physical world. In addition, 
signified stems from a concept in the brain, while connotation contains a special implication in a 
word or an image. In other words, denotation leaves the pure text or image, a title of Panzani or an 
image of tomato itself, without any special meaning and connotation provides a significant meaning 
of a text and an image such as Italy or “Italianicity”, freshness of the product, a culinary service in 
the Panzani advertisement.  After all, two couples of terms are not formed as a counterpart 23
individually, nevertheless, denotation and connotation function in langue like signifier and signified 
because the interpretations of denotation and the meanings of connotation can be different 
depending on knowledge, practice, nation, culture, and aesthetic.   24
 De Saussure’s the discovery of langue (and parole) led to the creation of the linguistic sign, 
and the linguistic sign helped the development of ‘the syntagmatic relations’ and ‘the associative 
relations’. Based on de Saussure’s linguistic sign, Pierce established linguistic signs with three 
categories, Icon, Index, Symbol, focusing on the relationship between representamen and its object. 
Barthes tried to analyse the rhetoric of image as a language. Moreover, de Saussure’s ‘the 
syntagmatic relations’ and ‘the associative relations’ influenced Metz’s semiotics of film: he 
developed semiotics of film through the relationship between a shot and a word (or a sentence). 
Therefore, from langue and parole to ‘the syntagmatic relations’ and ‘the associative relations’, De 
Saussure’s theory of linguistics has contributed to a semiotics of film. 
  
 Roland Barthes, “Rhetoric of the Image”, in: Alan Trachtenberg (Ed.): Classic Essays on Photography. (New Haven, 1980), 270.22
 Barthes, “Rhetoric of the Image”, 271.23
 Barthes, “Rhetoric of the Image”, 280.24
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1.2 Christian Metz’s film language 
Metz is a French film critic well-known for applying de Saussure’s theories of the linguistics to a 
semiotics of film. As mentioned above, in terms of de Saussure’s feats, the discovery of langue, and 
the structural analysis of language through the syntagmatic and the associative relations are 
outstanding achievements in the field of linguistics. Metz was the first person to try to complete a 
semiotics of film by using de Saussure’s theories. In his book, Film Language (1974), he argued 
whether film is a language or a language system. In this respect, I will focus on the relationship 
between the cinema and language, and between the cinema and language system— it is first 
necessary to define the terms, a language and a language system. A language is normally a natural 
language (ordinary language) that has evolved naturally without any plan or premeditation, and a 
language system is langue that has been formed by a social group. 
 Metz, actually, has an ambiguous stance on the cinema regarding to language, because he 
views the cinema not as a language system but as a language—he discovered some reasons why the 
cinema cannot be a language system, nevertheless he insisted the cinema is a language with some 
causes. He gives us two categories that explain why the cinema is different from a language system, 
langue. First, the cinema lacks double articulation, which is the fundamental feature of a language 
system. According to Metz: 
“This articulation is operative on the level of the signifier, but not on that of the significate: 
Phonemes and a fortiori “features” are distinctive units without proper signification.  
Their existence alone implies a great distance between “content” and “expression.” In the 
cinema the distance is too short. The signifier is an image, the significate is what the image 
represents.[…]— so that it is impossible to break up the signifier without getting 
isomorphic segments of the significate. Thus the impossibility of a second articulation : 
Film constitutes an entirely too “intrinsic seme,” to use Eric Buyssens’s terminology.”  25
A phoneme is the smallest unit of sound that distinguishes one word from another and a morpheme 
constituted by phonemes is the minimal grammatical unit in a language. Single words are divided 
by morphemes such as ‘anti-dis-establishment-arian-ism,’ and it is called the ‘First Articulation’ 
which has at least ‘significant units’. Then each single morpheme can be separated by phonemes 
 Christian Metz, Film Language : A Semiotics of the Cinema. trans. Michael Taylor. (Chicago: University of Chicago Press, 1991), 25
61-63.
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such as ‘a-n-t-i-d-i-s…,’ called the ‘Second Articulation’ which has ‘meaningless units’.  Thus, 26
double articulation exists in a language, whereas it cannot be found in the cinema. More 
specifically, there is no phoneme in the cinema. Namely, a language can be divided into meaningful 
units (morphemes) and meaningless units (phonemes) —a word is formed by combinations of these 
units, and a sentence is created by a union of words— but it is impossible for the cinema. The 
smallest unit is a shot and it cannot be divided into meaningful units and meaningless units in the 
cinema. Hence, Metz considers this double articulation as one of distinctive differences between the 
language and the cinema. Second, the feature of the cinema disputes three significant characters of 
the linguistic fact which are a system, true signs and intercommunication: “a language is a system 
of signs used intercommunication”.  One of three characters is that language depends on a system 27
such as a dictionary, in which each term is defined with its identity, synonym and antonym, while 
the cinema relies more on the combination of dispersed and even discontinuous shots than on a 
selection of the shots in paradigmatic relations.  Additionally, in terms of signs, an image of the 28
cinema is not the same as signs in language because each shot is a sentence or a phrase rather than a 
word: for example,  
“A close-up of a revolver does not mean “revolver”(a purely virtual lexical unit), but at the 
very least, and without speaking of the connotations, it signifies “Here is a revolver!” It 
carries with it a kind of here (a word which Andre Martinet rightly considers to be a pure 
index of actualization). Even when the shot is a “word,” it remains a kind of “sentence-
word,” such as one finds in certain languages.”  29
That is to say, the image “revolver” signifies “here is a revolver” as a sentence, rather than a word. 
Finally, intercommunication is the important feature in verbal language, whereas the cinema is one-
way communication — the cinema only shows; it does not signify.  30
 On the one hand, as stated above, Metz proved why the cinema does not follow the features 
of a language system, langue, but, on the other hand, he views the cinema as language for several 
reasons. Most of all, he points out that film has taken narratives: “the rule of the “story” is so 
 Robert Stam, New Vocabularies in Film Semiotics: Structuralism, post-Structuralism and Beyond, (Routledge, 1992), 33.26
 Metz, Film Language : A Semiotics of the Cinema, 75.27
 Francesco Casetti, Theories of cinema, 1945-1995 (Austin: University of Texas Press. 1999), 134.28
 Metz, Film Language : A Semiotics of the Cinema, 67.29
 Casetti, Theories of cinema, 134. 30
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powerful that the image, which is said to be the major constituent of film, vanishes behind the plot 
it has woven.”  According to Metz, film narrativity is akin to verbal language with respect to 31
telling stories, whereas still photography does not tell stories — if it happens, it might imitate the 
cinema that has successive images in time. Besides, for making story-telling, the cinema exploits 
distinct characteristics of montage, which helps it to become a language. Specifically, montage is 
constituted at least by two different juxtaposed images and the spectator makes a “connection” 
between two images. As a result, the connections from images make stories. The important thing in 
montage is to arrange scattered shots rather than to choose shots.  On the one hand, it emphasises 32
syntagmatic relations. On the other hand, it shows the poverty of paradigmatic relations. Although 
there was a lack of paradigmatic relations, the cinema used to use some images like a lexicon of 
language. Metz gives an example citing J.L. Rieupeyrout: 
“There was a period when the “good” cowboy was indicated by his white clothes and the 
“bad” by his black costumes. The audience, apparently, always knew which was which. 
This allows us to establish a rudimentary commutation as much on the level of the signifier 
(white/black) as on that of the significates (good/bad).”  33
However, this convention did not last long and this lack of paradigm was filled by directors’ ability 
to show various expressions. In terms of syntagmatic relations in the cinema, a shot of a man who is 
walking down the street is the same as the sentence “a man is walking down the street” in 
language : a shot in film is close to a sentence in language. Consequently, the cinema is constituted 34
by a hierarchy system, from a shot, the smallest articulation of the cinema, to a sequence. Hence, 
through the inquiry of syntagmatique of film, Metz theorises the grand syntagmatique in the 
cinema: based on narratives of the cinema, the combinations of shots (montage) are disposed 
making scenes or sequences, which are as sentences or phrases in language. Later, although the 
grand syntagmatique helped to form the fundamentals of film semiotics, Metz’s theory was 
complemented and expanded by psychoanalytic methods. 
 Langue, defined by de Saussure, is separated from parole in language. Langue has linguistic 
systems and signs, and it is a particular language and society. Metz calls langue a language system 
 Metz, Film Language : A Semiotics of the Cinema, 45.31
 Metz, Film Language : A Semiotics of the Cinema, 68.32
 Metz, Film Language : A Semiotics of the Cinema, 70. 33
 Metz, Film Language : A Semiotics of the Cinema, 67. 34
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in his theory and he delineates that the cinema is not a language system. Ultimately, cinema has 
nothing to do with langue—the cinema has neither double articulation nor systems, and it does not 
follow linguistic signs that include ‘concept’ and ‘sound-image,’ and does not do 
intercommunication between the cinema and the spectator. Nevertheless, the cinema and language 
have a syntagmatic feature in common. A shot itself or arrangement of shots is similar to a sentence 
or a phrase in language. When one shot connects the next shot, the cinema becomes language. The 
connection between different shots has something to do with montage. Interestingly, in 
chronological order, before Metz investigated film semiotics, there was already an attempt to link 
between montage and linguistics. The pioneer was Eisenstein.     
1.3 Eisenstein’s montage influenced by Chinese hieroglyphs 
Eisenstein was the well-known Soviet film director who had formulated montage theories since 
Griffith tried to split scenes. Eisenstein’s montage has been influenced by various fields such as 
language, literature and even philosophy. He, particularly, emphasised that montage links to 
linguistics. Moreover, he tried a new approach to film: the dialectic approach through the Chinese 
characters, Japanese Haiku, Sharaku, Kabuki and Hegel’s dialectics. While Metz theorised film 
language based on de Saussure’s linguistics, Eisenstein formed film (montage) influenced by the 
Chinese characters and literature constituted of different elements, which create a new idea through 
their collision. First of all, Eisenstein found montage of collision from the Chinese characters (or 
hieroglyphs) which were first depicted in the sixth century B.C by the Chinese legendary inventor, 
Ts’ang Chieh, who scratched out with a stylus on a bamboo tablet : “it was said that he got his 35
ideas from observing animals’ footprints and birds’ claw marks on the sand as well as other natural 
phenomena. From these he took inspiration and inscribed representation of these forms onto sticks, 
therefore creating the first Chinese pictograph characters.”  After inventing the brush at the end of 36
the third century, the Chinese hieroglyphs were documented elaborately and the development of 
stationery (brush, paper and India ink) gave a birth to fourteen different styles of handwriting. The 
different styles evolved into today’s Chinese characters: for example, a drawing of a horse formed 
 Sergej Eisenstein, and Jay Leyda. Film Form : Essays in Film Theory.  (London: Dennis Dobson, 1951), 28-29.35
 “Ts’ang Chieh”, Historygraphicdesign, accessed June 20, 2018, http://www.historygraphicdesign.com/prologue-to-graphic-design/36
the-asian-contribution/412-ts-ang-chieh.
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馬 (ma).  The Chinese characters combine together, and the unions create new concepts. For 37
example: 
“the picture for water and the picture of an eye signifies “to weep”;  
the picture of an ear near the drawing of a door = “to listen”; 
a dog + a mouth  = “to bark”; 
a mouth + a child = “to scream”; 
a mouth + a bird = “to sing”; 
a knife + a heart = “sorrow””  38
As stated above (fig1), when an image of water meets a drawing of an eye, it creates the concept “to 
weep” as if a tear drops from an eye. The union between an ear and a door means “to listen,” which 
illustrates that a person eavesdrops outside the door. According to Eisenstein, the combination of 
two hieroglyphs is regarded not as their sum, but as their product; “each, separately, corresponds to 
an object, but their combination corresponds to a concept”.  The point is that Eisenstein viewed 39
these associations of the radicals as montage which combines two different shots and comes up with 
new ideas into intellectual contexts. In this sense, the structure of the Chinese was considered as a 
maximum laconism, and the laconism was what Eisenstein was seeking in cinema.  
 In addition, Eisenstein found the laconism in “haiku” that is the most laconic form of poetry 
in Japan: it emerged at the beginning of the thirteenth century (at that time, it was originally named 
as “haikai”).  Haiku consists of three simple lines. He found out that the structure of haiku is akin 40
 Eisenstein and Leyda, Film Form : Essays in Film Theory, 28-29.37
 Eisenstein and Leyda, Film Form : Essays in Film Theory, 30.38
 Eisenstein and Leyda, Film Form : Essays in Film Theory, 29-30.39
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 < fig1. Chinese Characters >
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to the structure of the characters. As the collision of two ideograms makes an abstract concept, 
haiku, also, brings about an identical laconism of imagery as imagist effect:  it is a poetic style that 41
is centred on image metaphors appeared in the early twentieth century.  42
“A lonely crow 
On leafless bough, 
One autumn eve.  
BASHO 
What a resplendent moon! 
It casts the shadow of pine boughs 
Upon the mats. 
KIKAKU 
An evening breeze blows. 
The water ripples 
Against the blue heron's legs. 
BUSON 
It is early dawn. 
The castle is surrounded 
By the cries of wild ducks. 
KYOROKU”  43
In the first haiku mentioned above, there are simple three lines written by BASHO, “A lonely crow, 
On leafless bough, One autumn eve”. As each line is read, a palpable image comes to mind. As 
Eisenstein said that “this is montage!”, three still images or three series shots occur to our mind: 
The close-up of a crow, a medium shot of leafless branches and a long shot of surroundings. 
Eventually, three lines lead to emotions, “A lonely autumn” or “Loneliness of the poet, Bason”. 
According to Eisenstein; 
 Eisenstein and Leyda, Film Form : Essays in Film Theory, 31.41
 “imagism”,wikipedia, accessed June 25, 2018, https://en.wikipedia.org/wiki/Imagism#Some_Imagist_Poets.42
 Eisenstein and Leyda, Film Form : Essays in Film Theory, 31.43
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“From our point of view, these are montage phrases. Shot lists. The simple combination of 
two or three details of a material kind yields a perfectly finished representation of another 
kind-psychological.”  44
On top of that, Eisenstein tried to find out relevance to montage not only into literature but also into 
Japanese pictorial art and Japanese theatre, “Kabuki”. The Japanese finest print was created by 
Sharaku in the eighteenth century and he dealt with actors’ portraits in his works. The actors’ faces 
in the print had been analysed with significant features. It is due to the fact that the ratio of the face 
is imbalanced compared with the ratio of other faces in sculptures and drawings. More specifically, 
the eyes are too small, so that the viewer might feel that the distance between the eyes is a bit far. 
The nose is longer in relation to the small eyes than a normal nose, and the proportion of other parts
— chin, mouth, the brows — are false. Nevertheless, this disproportion of the face helps to 
represent the essence of the psychical expression: the viewer assembles the scattered event into one 
whole by combining these outrageous incongruities.  Eisenstein, also, explains that Kabuki 45
consists of the actor’s action as voiceless marionettes and of the reciting of the Joruri as a script of 
the puppet drama. As two elements meet together, Kabuki can, completely, become a classical 
dance drama. 
 In this respect, the Chinese, Japanese haiku, the finest print and Kabuki have something in 
common: separated entities combine to form a whole which gives rise to new concepts. The 
common feature explains why the hieroglyphs, literature and the pictorial art had influenced the 
formation of montage. Apart from other types of montage of Eisenstein, the montage of collision 
follows the formula of the common point. He demonstrates the standard method of the montage of 
collision in Potemkin (1925). The well-known scenes, a woman with pince-nez and the Odessa 
steps, are introduced as the representative of dialectical montage. In detail, the shot of a woman 
 Eisenstein and Leyda. Film Form : Essays in Film Theory, 32.44
 Eisenstein and Leyda. Film Form : Essays in Film Theory, 33-34.45
 < fig2. Potemkin >
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wearing pince-nez is shown first and continuously the shot of the same woman with broken pince-
nez and bleeding eye follows without transition (fig2). As a result, it brings about the impression of 
a shot hitting her eye.  Moreover, in the government soldiers’ firing scene at the Odessa steps, a 46
marble lion appears in three phases: first, a sleeping lion, second, an awakening lion, third, a rising 
lion (fig3). It symbolises an angry mob rising against the bloodshed on the Odessa steps.   47
Eisenstein illustrates that these logical and illogical montage follow the dialectical forms and 
potentialities of style as a film syntax. In terms of forming of film, he emphasises the importance of 
linguistics which is related to film. He casts a doubt on the idea that cinema links to the old media, 
painting and theatre: 
   
“Now why should the cinema follow the forms of theater and painting rather than the 
methodology of language, which allows wholly new concepts of ideas to arise from the 
combination of two concrete denotations of two concrete objects? 
Language is much closer to film than painting is. For example, in painting the form arises 
from abstract elements of line and color, while in cinema the material concreteness of the 
image within the frame presents-as an element-the greatest difficulty in manipulation. So 
why not rather lean towards the system of language, which is forced to use the same 
mechanics in inventing words and word-complexes?”  48
Eisenstein explains that in the 1920s, the early film directors used to take long shots and long takes 
for describing a man’s character. However, not until the technique of montage— splitting a scene 
and the appearance of the close-up—had emerged, could the portrait of a man be possible with split 
shots which contain his hair colour, his “eyes radiating azure beams” and “steely muscles”.  As the 49
 Eisenstein and Leyda. Film Form : Essays in Film Theory, 55-56.46
 Eisenstein and Leyda. Film Form : Essays in Film Theory, 56.47
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combination of the fragments becomes a scene, and the association of the scenes becomes a 
sequence, Eisenstein regards the structure of film as film syntax and he points out that the formation 
of film is close to linguistics. In this respect, Eisenstein’s assertion of film syntax parallels Metz’ 
theory of film language. Particularly, with respect to the syntagmatic relation, both Eisenstein and 
Metz stress the connection of shots or a shot itself. Metz views a shot as a sentence of language, and 
Eisenstein considers that the combination of different two shots produces the third meaning. They 
think that the association of the shots and the new concepts created by the combination are akin to 
as the syntagmatic relation of language. Although Eisenstein does not mention that the cinema 
corresponds with the language system, for example, a shot is as a sentence of language, in a broad 
sense, the arrangement of shots (or the dialectical deployment) brings about syntagmatic operations. 
!22
Chapter 2: A new approach to montage by Egyptian 
hieroglyphs 
The discovery of the Rosetta Stone caused a sensation not only in linguistics but also in the history 
of the Egyptian civilisation in the early nineteenth century. The decipherment of Egyptian 
hieroglyphs carved on the Rosetta Stone appeared to be a significant key to open veiled ancient 
Egypt. A number of decipherers, however, had a difficult time decoding Egyptian hieroglyphs due 
to the fact that Egyptian hieroglyphs have a unique structure that has not been found in any other 
type of hieroglyphs. It is important to comprehend this distinct formation of Egyptian hieroglyphs, 
how the hieroglyphs were built by the ancient Egyptians, and what kind of elements were 
constituted in the hieroglyphs. Moreover, through the structure of Egyptian hieroglyphs, the 
relationship between the hieroglyphs and montage of film will be analysed. It is worthy of notice 
how the structure of the hieroglyphs leads to the new style of montage. In this chapter, the structure 
of Egyptian hieroglyphs will be first dealt with, and in terms of linguistics, de Saussure’s language 
system will help to analyse the structure of the hieroglyphs. Finally, based on the analysed structure, 
the possibilities of the new style of montage that I’m analysing in this thesis will be discussed. With 
regard to the new approach of montage, Metz’s film language and Eisenstein’s film syntax will help 
to show how Egyptian hieroglyphs can be applied to the cinema or montage.    
2.1 The structure of Egyptian hieroglyphs 
The discovery of the Rosetta Stone in 1799 was the first step in deciphering Egyptian hieroglyphs. 
When French troops invaded Egypt in 1798, the Rosetta Stone was unveiled by a soldier named 
Pierre-Francois Bouchard. The Rosetta Stone was carved with three different languages — Ancient 
Egyptian hieroglyphs, Demotic script, and Ancient Greek. It contains information about a decree 
issued at Memphis, Egypt in 196 BC. During the period of the fifth Pharaoh Ptolemy’s reign, it is 
assumed that the Greek ruling class resisted Ptolemy’s government and the king erected the stones 
inscribed with propaganda, in order to soothe the Greeks. Archeologists found that the three 
different languages were three different versions of the act and Ancient Greek was a ruling language 
at that time. Only Ancient Greek was readable but the other languages could not be deciphered. 
Interestingly, the majority of people focused on the decipherment of Egyptian hieroglyphs because 
the hieroglyphs was already a dead language — it was no longer used by the general public. Thus, 
once it was deciphered, it would reveal the secrets of Egypt. Moreover, its decipherment could be 
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used to prove to be accuracy of the Bible. For example, according to the Bible, Noah’s flood 
happened in 2349 BC. Due to the fact that Egyptian hieroglyphs existed before Noah’s flood, about 
3250 BC, people believed that if the flood was true, the ancient Egyptian would have recorded the 
history through the hieroglyphs: After deciphering the hieroglyphs, however, it was discovered that 
early Egypt was not influenced by a huge flood around that time. Thus, lest it should be found out, 
the Catholic church intended to obstruct the decipherment of Egyptian hieroglyphs in the 1820s. In 
this sense, its decipherment was the significant key to open the hidden secret of ancient Egypt.  
 A number of decipherers, however, had gone through various ordeals to decipher Egyptian 
hieroglyphs. Some of them had even decided that the hieroglyphs were not decipherable. 
Nevertheless, Thomas Young (1773-1829) in the UK and Jean-Francois Champollion (1790-1832) 
in France tried to decode the hieroglyphs. Young had already completed the decipherment of 
Demotic script. Champollion had studied Coptic language derived from ancient Egypt hieroglyphs, 
and which the Christians and the believers of the Coptic Church used around the sixteenth century.  50
Hence, it was easy for both to approach Egyptian hieroglyphs. However, they struggled to decode 
the hieroglyphs because it was still ambiguous whether the hieroglyphs were symbols or a proper 
language. Symbols as communication ideas can be written but cannot be spoken, whereas a 
language not only can be recorded in writing but also can be articulated. The judging sides between 
them became a significant clue to solve the mystery. While most of decipherers approached the 
hieroglyphs as symbols, Champollion thought they might be a spoken language. He was inspired by 
a custom according to which a singer sang songs for a King around 196 BC, and he also thought a 
scribe might write what a King speaks:  The term, ‘hieroglyph,’ stems from Greek words, ‘sacred 51
carving’ and ‘the god’s speech’. The Egyptian kings’ names were Ramesses and Thutmose (that 
mean a son of Sun and a son of Thoth respectively) and early Egyptians seemed to regard their king 
as a sacred god. As Champollion supposed, there has been evidence that Egyptian hieroglyphs had 
been used to record kings’ speeches. On the other hand, Young counted repeated words in the 
hieroglyphs and compared the words with words in the two other languages (Ancient Greek and 
Demotic script), so that he found out some words—the God, a king, the chief officiating priest, 
Ptolemaîos, Isis, Osiris—but he was not able to develop any more. Champollion, however, 
discovered some words and an oval outline of a word —it was called a cartouche. Usually, it was 
 Andrew Robinson. The story of Writing: Alphabets, Hieroglyphs & Pictograms, trans. JaeWook, Park. (Sakyejul Publishing. 50
2003), 23.
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used around a king’s name— as well as the direction of reading. Finally, he was successful in 
deciphering the hieroglyphs on the Rosetta Stone in 1822.  
 Egyptian hieroglyphs consisted of about five hundred common signs embracing both 
drawings of real objects and concepts. In particular, the pictures of the hieroglyphs are divided into 
three different types: ideograms, phonograms and determinatives. According to James P Allen in 
Middle Egyptian (2014), the disclosed rectangle (     ) means “house” and the leg image (      ) 
represents “come”.  This type of signs is called an ‘ideogram' as ‘idea writing'. As in other 52
language systems, the hieroglyphs have a ‘phonogram’ as well which is able to spell out words as 
‘sound writing’. For instance, when the sign of a house (     ) meets the image of a mouse (     ), the 
combination is used as a phonogram in the word             “seed,” which does not relate to house and 
mouse any more.  Finally, some signs of phonograms are deployed in the beginning, and then an 53
indicator follows the phonograms at the end. The indicator is a ‘determinative’. For example, in the 
word             “seed,” this sign           is a ‘determinative’ and it distinguishes a meaning of the 
word, “seed”: as a classifier, it indicates the general idea of the word.   Most of all, the 54
‘determinative’ of Egyptian hieroglyphs is the distinctive feature from other hieroglyphs and 
languages. This ‘determinative’ will be mentioned as a methodology for a new approach to montage 
later. 
“To summarize: the individual pictures of the Egyptian hieroglyphic writing system 
are used in three different ways:  
1) as ideograms, to represent the things they actually depict: for example, 
        “house” and       “mouth.” 
2) as phonograms, to represent the sounds that “spell out” individual words: for example,     
       “emerge.” Used in this way, the hieroglyphs stand for sounds rather than for pictures of 
things. 
3) as determinatives, to show that the signs preceding are meant as phonograms, 
and to indicate the general idea of the word: for example, the “walking legs” in    
“emerge.”          ”  55
  James P. Allen,  Middle Egyptian : An Introduction to the language and culture of hieroglyphs (Cambridge University Press, 52
2014), 2-3. 
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 In addition, unlike English, Egyptian hieroglyphs were written in four different directions: in a 
horizontal row - left to right or right to left, in a vertical column - left to right or right to left. The 
direction of the figure’s head decides the reading directions. When their heads face the left side, the 
reading starts from left to right. Reversely, when their heads face the right side, the reading 
direction starts from right to left. These flexible directions of writing were useful for diverse 
formats of structures such as walls, gravestones, vertical obelisks and also for symmetrical 
inscriptions.          
“…on the offering-table pictured below (fig4), one inscription begins at the top and runs 
down the right side (A), and a similar one faces it on the left (B); at the bottom, two shorter 
inscriptions (C and D) face each other the same way:”  56
On top of that, signs of Egyptian hieroglyphs do not follow one after the other like English but are 
gathered in groups. The organisation of these signs            means, “courtier,”  These five signs are 57
assembled and become one word. This kind of constitution is common in Egyptian hieroglyphs and 
one of their distinctive features. The order of the reading in this word is from beginning to end and 
from top to bottom                            .   58
 In terms of distinctive features of Egyptian hieroglyphs, the writing system of the 
hieroglyphs (ideograms, phonograms and determinatives), the four directions and the grouping of 
signs are the most important characteristics. These features are key to connect to montage. 
Particularly, determinatives will be the main point from which to approach a new type of montage. 
 Allen, Middle Egyptian, 4.56
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 < fig4. Egyptian Hieroglyphs >
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For a relationship between determinatives of Egyptian hieroglyphs and montage of film, the 
analysis of determinatives needs to be more specific while the other features, direction and 
grouping, will help to support the inquiry. First of all, I suggest some hieroglyphs for the 
examination of determinatives. Egyptian hieroglyphs also have nouns (male nouns and female 
nouns), singular and plural nouns, pronouns, prepositions, possession, adjectives and so on like 
other languages. In this thesis, I limit myself only to the study of (male and female) nouns, singular 
and plural nouns for determinatives. With respect to the structure of a noun, the word,         ‘brother’ 
consists of three signs:             . The first two signs are phonograms with a sound of ’s,’ and ’n’ 
respectively, and the last sign is a determinative:     = ‘s’ (a phonogram),        = ‘n’ (a phonogram),      
= a determinative. (Normally, Egyptian hieroglyphs was composed of the only consonant.) The sign 
of a man       decides what this word means as a picture sign. Namely, the signs preceding it play a 
role of sound as a phonogram and the last extra sign (of a man) indicates the general idea of the 
word, a ‘brother’. Another example is the word for ‘sister’          . The three signs of the beginning                
represent ‘snt’ and the last sign of a woman      is a determinative. This sign     , usually, indicates a 
woman with the sound ’t’. As pictured below (fig5), each word —a male ruler / a female ruler, god / 
goddess, male enemy / female enemy, male snake / female snake — has a classifier as a 
determinative at the end. If a determinative sign cannot distinguish a gender such as an enemy and 
snake, ancient Egyptian determine a gender of a noun depending on the phonogram       ‘t’.  
 
Moreover, with regard to the use of plural nouns, the determinative signs are used actively: For 
instance, these various plural signs,                                                                       , are selected and 
are put at the end of a word relying on its format (fig6) : This             means ‘sisters’. However, 59
when there is the need of precise numbers for ‘sister’ such as ‘three sisters’, the determinative     is 
used three times repeatedly                 .  
 Allen, Middle Egyptian, 45. 59
 < fig5. Nouns of Egyptian Hieroglyphs >
!27
Egyptian hieroglyphs mingle phonograms with (ideograms and) determinatives in a word or in a 
sentence. Although scribes carved a verbal language with the hieroglyphs, they focused on their 
spoken sound as well as mental images. Thus, it is a unique structure that the types of the 
hieroglyphs, phonograms and determinatives (ideograms), are juxtaposed in a row. The combination 
of sound writings and determinative images makes a small unit, one word, and the union of words 
makes a sentence in Egyptian hieroglyphs. This structure is very akin to a structure of moving 
images in film because these elements of sound (wiring) and images are used in both the 
inscriptions and film. Around 3000 BC, ancient Egyptian already thought the medium of a writing 
system that includes not only sound but also images.  
2.2 A new approach to montage by Egyptian hieroglyphs  
  
The composition of phonograms with a determinative image is the basic structure of Egyptian 
hieroglyphs. If the structure was applied to today’s writing system in English (before applying it to 
montage in film), it would be clear how the structure is built. For example,          (“brother”) and           
(“sister”) would be represented by “brother     ” (phonograms +an ideogram) and “sister     ”  
(phonograms +an ideogram) in English. It reminds us of de Saussure’s linguistic sign that consists 
of two basic principles, ‘a concept’ and ‘a sound-image’. According to de Saussure, when a person 
hears a certain word, the sound image recalls the appropriate concept in the person’s mind: the two 
terms, concept and sound-image, are replaced respectively by signified and signifier. As 
Champollion linked to the idea that the inscriptions were derived from verbal language, ancient 
Egyptian, exactly, represented ‘sound-images’ and ‘concepts’ for a certain word in their hieroglyphs 
as ‘phonograms’ and ‘ideograms (or determinatives)’. Normally, in written languages, a phonogram 
and an ideogram of a word (or a character) are hardly ever written at the same time, but it depends 
on languages. Some countries use phonograms only such as English, whereas the Chinese uses 
 < fig6. Plural nouns of Egyptian Hieroglyphs >
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ideograms or mixed with phonograms together (but the Chinese only use one of two types, 
phonograms or ideograms, selectively). As a result, Egyptian hieroglyphs are composed of 
phonograms, ideograms and determinatives—mostly determinatives are represented by ideograms. 
As these elements apply to today’s linguistic sign system, phonograms can be ‘text’ and ideograms 
can be ‘images’. Also, sometimes phonograms represent ‘sound’ due to the fact that phonograms 
borrow sound of objects or living things. Some certain words embrace sounds of animal 
(onomatopoeia) with a determinative. For example, the ancient Egyptian word for ‘cat’ is written 
with three signs that record the sounds ‘m+j+w’ (the cat’s ‘miaow’), followed by a picture showing 
the animal (fig7). In other words, ‘cat’ is composed of three phonograms           and one 
determinative      , and especially, the three phonograms are derived from cat’s sound ‘mjw’ as 
onomatopoeia—Probably, ancient Egyptians named a cat after its sound (‘mjw’). Although it is a 
written language, this particular word, a ‘cat,’ contains all three elements—an image, sound and text
—of film. If this word were to be applied to film, it might be illustrated by the sound of a cat’s 
‘miaow,’ an image of a cat and the text,‘cat’. As a result, it appears that the structure of Egyptian 
hieroglyphs coincides with the attributes of film.     
 In order to approach new montage with Egyptian hieroglyphs, it is necessary to analyse the 
structure of film based on the structure of Egyptian hieroglyphs. Viewed from the perspective of the 
formation of Egyptian hieroglyphs, film also can be divided into three elements, images, sound, and 
text. There are some grounds for these three elements as the components of film. First of all, film is 
composed of successive images by 24 or 30 frames per second. These successive (moving) images 
are the distinctive feature of film: sometimes, people can see still images through a filmstrip. 
Second, sound synchronised with images also distinguishes film from other media such as book, 
painting and photographs. Although at the beginning of the film era—from the middle 1890s to the 
late 1920s—the lack of the sound technique caused silent movies, the absence of sound was 
replaced by title cards or sometimes the silence was filled by music of small orchestras in theatres: 
or early actors exaggerated their emotions and gesture in order to make up for the silence of films.  60
 Fabe, Closely Watched Films, 2. 60
 < fig7. “cat” in Egyptian Hieroglyphs >
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After the appearance of ‘The Jazz Singer’ in 1927, sound films started to be widespread throughout 
the US and Europe. Nevertheless, whether sound exists or not in film, the audience have expected 
images with sound, or even with alternative sound such as orchestras’ live music. Third, text plays a 
role of information. For instance, text helps (moving) images as additional explanations—a title, 
names of staff and actors in title sequences. Also, text aids explanations of places or time, and sound 
as subtitles of narration or interviews. It is similar to denoted messages that are captions and labels 
on the Panzani product in Roland Barthes’s article, Rhetoric of the Image, (1980): The caption and 
labels play a role of additional explanations for the product. Moreover, some text provides a 
significant message in film as connoted messages as the title of the Panzani that connotes Italy or 
“Italianicity”.  
 For instance, some text can be found in Peter Greenaway’s films. ZOO (A Zed & Two 
Noughts) (1985) is one of the films that deal with a connoted message by using text. Twin 
zoologists Oswald and Oliver Deuce begin to study the decay of carcasses at a zoo after losing their 
wives in a car accident. They become obsessed with images of decay and start to create a time-lapse 
video of decomposing life forms. In the end, they desire to record a rotting human’s body 
committing suicide by poison. In the film, the text of ‘Zoo’—as the title of the film and the neon 
sign of a zoo—represents ‘Z’ and ‘oo’ separately. In this sense, ‘Z’ means ‘the last’ or ‘death’ as the 
last alphabet and ‘oo’ means ‘infinity’ of life and death. As a result, the text of ‘Zoo’ keeps these 
messages, ‘death’ and ‘infinity’, as keywords throughout the film. In a similar vein, Greenaway’s 
other film, Drowning by Numbers (1988), shows numbers unconsciously from one to one hundred 
appeared in sequences and spoken by the characters: Three married women (grandmother, her 
daughter, and her cousin’s daughter) consecutively drown their husbands who cheat on their wives. 
In this film, the numbers (especially one hundred) play an important role as death and infinity, 
because the number, ‘100,’ means not only the completed number—the last number equals death—
but also infinity with the juxtaposed two zeros.  
 On top of that, text (that does not consider of a depth of field) links to the flatness of film 
that has been discussed as a methodology of self-reflexibility in film. Although film consists of two-
dimension of still images, these successive images bring about illusions of three-dimension as 
reality. The use of flatness appeared as a new movement against illusions in film in the 1920s and in 
the 1960s. ‘Absolute Film’ and ‘horizontal tracking shot’ are representatives of the flatness of film. 
Absolute Film created by Viking Egging, Hans Richter and Walter Ruttman, represented line 
animations scratching or painting films. Horizontal tracking shot used by Godard focuses on 
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horizontal camera moving rather than ‘Z-axis’ camera movement avoiding a depth of field.  61
Moreover, Marcel Duchamp (1887-1968) experimented with a contradictory coexistence of flatness 
of text and a depth of field of illusions in Anemic Cinema (1927). Illusions of spirals form and text 
of the flatness by rotating troll plates are shown alternatively. While text of a troll plate is readable, 
a spiral form of a troll plate gives optical illusions. Thus, it illustrates that the possibility of reading 
as the flatness and illusion can coexist in space of screen (or film). In terms of vision and audio, and 
flatness and illusions, film can be divided into three elements— images, sound and text. The 
division between vision and audio is based on external features of film, and the distinction between 
flatness and illusions is caused by internal attributions of film. In fact, the components of film can 
be categorised by any standards, such as diegesis/non-diegesis, or motion-graphics(CGI)/reality. 
However, the three components of film were split by the criteria of the elements of Egyptian 
hieroglyphs because this thesis started with the similarity between the components of Egyptian 
hieroglyphs and film: finally, the similarity will help to investigate a new approach to montage.  
 The three components of film that came from the structure of Egyptian hieroglyphs will be 
used as the elements of montage. Normally, montage is composed of juxtaposed images that are 
collided in differences and contrast or are harmonised in similarities. In this sense, it might be hard 
for the audience to think of the separation of the elements of film. However, each element still 
belongs to film as an element of it: for example, if sound only (that is, a black screen with only 
sound) comes out in a scene, it is not a piece of music, but still a film. Also, if text or images 
appear(s) throughout a sequence, the sequence of text cannot be a book, the sequence of images 
cannot be a photograph but still a film. Thus, for a new approach to montage, as Egyptian 
hieroglyphs created a word by assembling phonograms and determinatives, a new montage can be 
generated by a combination of three elements (images, sound and text). In this sense, the new 
montage has the distinctive feature that each element is incomplete. When the three elements are 
combined together, the union becomes a whole. This structure of the new montage is different from 
Metz’s notion of film as a language. First of all, Metz mentions that languages have a double 
articulation: a single word can be separated by morphemes, which is called the ‘First Articulation’ 
and then every single morpheme can be divided by phonemes, which is called the ‘Second 
Articulation’. This new montage, however, can be divided by each element as phonemes such as 
sound + an image + text: each element is ‘meaningless unit’. Although it cannot make a ‘First 
Articulation’ (therefore the ‘double articulation’ cannot be made), it can arise an articulation which 
 Wheeler W.Dixon, The Film of Jean-Luc Godard, (SUNY Press,1997), 124.61
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can be separated by phonemes. Second, Metz said that a shot can be a sentence rather than a word, 
whereas, in the new montage, a shot cannot be a sentence and neither a word. That is because each 
element is still uncompleted. The new montage does not have a meaning of a sentence or a word 
until the montage is conjoined by three elements. 
2.3 The comparison between the new style of montage, Eisenstein’s montage and others 
Before discussing the comparisons between the new montage and others, it is required to define a 
name for the new montage. I decided to name the new montage ‘Dismantlement Montage.’ That is 
because the new montage is derived from Egyptian hieroglyphs in which phonograms combine with 
determinatives to form a word that is a distinct structure from other hieroglyphs and the element has 
an important role as a key. The structure, the combination of phonograms and determinatives, helps 
to dismantle the components of film into three elements—sound, images, and text. Finally, each 
uncompleted element is completed by a conjunction of the three elements. ‘Dismantlement 
Montage’ might be the appropriate name due to the fact that the new montage follows a form of 
Egyptian hieroglyphs which has juxtaposed two types. (From now on I will call the new montage 
‘Dismantlement Montage’) 
 Dismantlement Montage based on Egyptian hieroglyphs has something in common with 
Eisenstein’s montage of collision. Both stem from hieroglyphs (or characters) and consist of the 
union between two or more elements of hieroglyphs. However, fundamentally, the two hieroglyphs, 
Egyptian hieroglyphs and Chinese hieroglyphs, have different roots: Egyptian hieroglyphs appeared 
around 3200 BC in Napada III era in Egypt civilisation, and Chinese hieroglyphs emerged about 
2000 BC in Chinese civilisation. In terms of the components of hieroglyphs, both elements are 
different from each other and even the combinations of the elements are different. Egyptian 
hieroglyphs consist of phonograms and determinatives (ideograms) and the combination of them 
makes a word completely. Whereas a character of Chinese is composed of the combination of two 
or three different ideograms and the union leads to a third of meaning—Of course, phonograms 
exist in Chinese. When foreign characters are adopted in Chinese, Chinese characters just borrow 
only sound of words. For example, a national name,’Italy,’ is written as ‘意大利’ [yìdàlì], ‘Europe’ 
is written as ‘歐羅巴’[ōuluóbā], and ‘Coca-cola’ is written as ‘可口可乐’[kěkǒukělè].  In respect 62
 Jean-Christophe Victor, Le dessous des cartes : atlas geopolitique, trans. HiGyoon Kim, (WithBooks, 2007) 62
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to articulation, each Egyptian hieroglyph divided by morphemes becomes a meaningless character 
except ideograms, and determinatives added at the end of a word make clear a word indicating 
concepts (or ideas) and numbers. When these uncompleted morphemes combine together, 
morphemes of phonograms and determinatives complement each other. Namely, uncompleted 
phonograms help a determinative and a determinative assists phonograms. While each character of 
Chinese has a meaning and even a character consists of several meaningful characters. For example, 
Chinese ‘氣’ [qì] means ‘aura’. 氣 is divided into two radicals, ⽓气(steam) and 米(rice). It can be 
interpreted that a man who ate steamed rice has invisible power because the hieroglyph of ⽓气
(steam) represents moisture from a man’s mouth        and the hieroglyph of 米(rice) follows a figure 
of rice with a stem        . Thus, two different characters, ⽓气(steam) and 米(rice), combine each other 
and the combination creates the third meaning 氣(aura). 
  As these hieroglyphs apply to montage, uncompleted sound, images and text of 
Dismantlement Montage are juxtaposed and the union of them becomes a completed scene or 
sequence as a word or a sentence. In this Dismantlement Montage, sound helps images, images help 
text and text helps sound or reversely images help sound, text helps images and sound helps text. 
Interestingly, each element can play the role of a determinative. First, for instance, if a ‘cat’ of 
Egyptian hieroglyphs is represented in Dismantlement Montage, a cat’s sound, image and text of 
‘cat’ can emerge in sequence. A cat’s sound does not give complete information whether it is the 
sound of a cat or the sound of a tiger cub. A cat’s image, also, does not have complete information 
either. However, when the text, ‘cat,’ emerges at the end of a sequence, the audience realises the 
sound and the image were a cat’s. In this sense, the text, ‘cat,’ can be a determinative factor in this 
montage. Second, when sound and text are incomplete, an image can be a determinative. For 
example, when a gunfire sound comes and a text, ‘accidental,’ follows the sound, these are still 
uncompleted information. However, when an image, a fallen down policeman, appears at the end, 
this situation would be understandable that someone shoots a cop accidentally. Here, the image of a 
dead cop can be a determinative. Third, when an incomplete image and text meet determinative 
sound, a completed scene can be achieved. When a crying woman and text, ‘death of a child,’ 
emerge, the audience will understand that a mom lost her child with these half of the information. 
However, a bomb and gunfire sound come, and then the audience will realise that a mom lost her 
child in a war. The sound of war makes this ambiguous situation completed. The three elements of 
Dismantlement Montage can play a role of a determinative respectively, or each incomplete element 
without a determinative factor can make a scene (or a sequence) entire with the sum of them.   
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 With respect to Chinese characters (or Haiku, Sharaku, Kabuki and Hegel’s dialectics) 
thanks to which Eisenstein came up with montage of collision, each component of Chinese 
characters has a complete meaning and each element can become a whole by gathering each other. 
As it applies to Eisenstein’s montage, the shot—a woman in glasses at the Odessa steps—, and the 
next shot—a woman in broken glasses— are independent and completed respectively. Moreover, 
marble lions with three steps—a sleeping lion, an awakening lion, a rising lion—are also entities as 
a whole individually. However, compared with Dismantlement Montage, there are time differences 
between the shots of the Odessa steps or marble lions. Although an attack of a government is not 
exposed between a shot of a woman’s intact glasses and a shot of bloody broken glasses, obviously, 
the time gap exists in between. On top of that, successive shots—a sleeping lion, an awakening lion 
and a rising lion—also illustrate a process of time differences that the crowd becomes the angry 
mob. Uncompleted elements accomplish a scene as a whole by gathering together in Dismantlement 
Montage, whereas the shots of montage of collision are achieved by filling up the time gap.   63
 In the similar vein, Kuleshov montage created by Lev Vladimirovich Kuleshov (1899-1970) 
is well known as ‘Kuleshov effect’ or ‘Ivan Mosjoukine experiment’ from the actor who 
participated in this experiment. The purpose of this montage was to discover the relationship 
between adjacent shots. Mosjoukine’s expressionless face is juxtaposed with different shots that are 
‘the plate of soup,’ ‘the girl in the coffin,’ ‘the woman on the divan’(fig8). When his face meets the 
plate of soup, his face is represented with an expression of hunger, and when his expressionless face 
appears after the girl in the coffin, his face seems to be in deep grief, and when his face put next the 
woman on the divan, his face appears that he desires the woman.  Namely, when Mosjoukine’s 64
expressionless face shows up after a certain shot, the face will be read by the viewer with various 
expressions. In this montage test, the Mosjoukine’s expressionless face does not have any 
information, thus, the face is influenced by a previous shot. In terms of an incomplete shot and a 
determinative factor, Kuleshov’s montage has something to do with Dismantlement Montage. A 
previous shot contains important data as a determinative influencing the next shot, Mosjoukine’s 
expressionless face. As the incomplete face shot is unilaterally filled by dense information of a 
previous shot, eventually, the face shot (or the montage) becomes completed. 
 
 Jean-Pierre Oudart, “Cinema and Suture”, Screen Vol.18(4) (Winter, 1977), 35.63
 Stephen Prince, and Wayne E. Hensley. “The Kuleshov Effect: Recreating the Classic Experiment.” Cinema Journal 31, no. 2 64
(1992): 59-75.
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 As Egyptian hieroglyphs are conjoined as phonograms and determinatives (ideograms) that 
are similar to components of film—sound, images and text—, Dismantlement Montage is 
composed of sound, images and text. The dismantled elements become harmonised and achieve a 
whole through a series of sound, images and text. Although each element has limited information, 
the combination of the elements becomes the sum of them. Also, as Egyptian hieroglyphs have a 
determinative at the end of a word that indicates a general idea of a word, each element of 
Dismantlement Montage can play a role of a determinative which is as a key or a classifier in a 
scene. A determinative shot helps incomplete shots to be completed, and finally, the combination 
between the uncompleted shots and a determinative shot makes montage as a whole. However, in 
Eisenstein’s montage, the combination of two shots is regarded not as their sum, but as their 
product. Each element completes itself as an entity, and the union of the elements creates the third 
meaning that links to Chinese characters, Japanese Haiku, Sharaku, Kabuki and Hegel’s dialectics. 
Moreover, Kuleshov’s montage illustrates that depending on an adjacent shot, the meaning of the 
next shot (an expressionless face) is changeable. In this sense, a previous shot functions as a 
determinative factor. Therefore, these three types of montage— Dismantlement Montage, 
Eisenstein’s montage of collision, and Kuleshov’s montage—have distinctive features respectively. 
Given this comparison, Dismantlement Montage creates meaning as the sum of the uncompleted 
shots (with a determinative shot). It is different from a collision of two different shots, and an 
impact on a next shot. When it comes to de Saussure’s linguistics, the sum of the uncompleted shots 
in Dismantlement Montage is akin to a word or a sentence which are composed of the sum of 
 < fig8. Kuleshov Effect >
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alphabets or words. Dismantlement Montage is not only influenced by Egyptian hieroglyphs but 
also affected by Metz’s semiotics of film. The notion of the sum of the elements will be an essential 
point for the analysis of films through case studies.   
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Chapter 3: Case studies and the extension of Dismantlement 
Montage 
Dismantlement Montage was influenced by linguistic sign systems and the structure of film. The 
principles of Dismantlement Montage are similar to the functioning of Egyptian hieroglyphs, and 
studying these hieroglyphs provides insight into the forms and functionings of dismantlement 
montage. As mentioned above, Dismantlement Montage is composed of the three elements—sound, 
images and text—which resulted from the common structure between Egyptian hieroglyphs and 
film. Thus, Dismantlement Montage is formed depending on how the three elements are juxtaposed. 
In this chapter, the primary purpose is to show how Dismantlement Montage is expressed in films 
with three points: The first point is how the three elements combine and are present in a particular 
movie concerning a form of montage. The second point is exploring the meaning of the sum of the 
components and the role that montage plays in the context of the film. The third point is about the 
extension of Dismantlement Montage which will be a further study for the next step. The films 
Anna Karenina (2012) and Radiance (2017) which are characterised by an experimental genre or 
structure will be analysed as case studies using these three points of the Dismantlement Montage. 
The first case study, Anna Karenina (2012), filmed by Joe Wright (1972-present) was adapted from 
Leo Tolstoy’s novel of the same name,‘Anna Karenina’(1877). This film adopted the styles of 
various old media such as painting, a play and opera based on the classical literature of Russia. The 
second case study, Radiance (2017), directed by Kawase Naomi (1969-present) deals with a blind 
person and a voice-over narrator for the visually impaired people who create the unique structure. 
For these reasons, the unique editing styles (or montage) of two films will be analysed with the 
dismantled elements of film. 
3.1 Dismantlement Montage in Anna Karenina (2012) 
Anna Karenina released in 2012, is one of the film adaptations of the novel,‘Anna Karenina,’ 
written by Leo Tolstoy (1828-1910). The film depicts the tragic love story of the Russian aristocrat 
Anna Karenina and the affluent officer Count Vronsky, and the ideal romance of a wealthy 
landowner Konstantin Levin and Princess Ekaterina Kitty Alexandrovna. Although several versions 
of Anna Karenina have been released in films, concerning the film directing, this version of Anna 
Karenina (2012) directed by Joe Wright was regarded as an exceptional dramaturgy. For instance, 
this film adopts the style of old media such as a play, oil painting and opera which used to be trendy 
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in the late nineteenth century. The adoption of old media in this film is parallel with Krauss’s notion 
in her article, Reinventing the medium (1999), in which she articulates a positive notion of new art 
forms created by the outmoded medium.  Given Krauss’s notion, this distinctive genre of Anna 65
Karenina (2012) could be created by adopting the old media. Thus, the use of the mixed media in 
Anna Karenina (2012) and the unique structure of the film brings about the original editing style (or 
the new montage technique).  
 The distinctive film editing occurs in several scenes in Anna Karenina (2012) in which the 
three elements—sound, images and text—of Dismantlement Montage are harmonised. The first 
scene of Dismantlement Montage portrays how Anna Karenina, wife of senior statesman Alexei 
Karenin, is fascinated by Vronsky’s charms (fig9). When Anna visits her brother’s house in 
Moscow, she encounters Vronsky who came to pick up his mother at the train station. They 
immediately have mutual attraction, but Kitty, Anna’s sister-in-law, already had a crush on him. 
When a masked ball is held that night, Anna and Vronsky happen to meet again, and Vronsky 
dances with her instead of Kitty. During their raptured dancing, they attract everybody’s attention 
leaving Kitty heartbroken. During her journey back on the way back home, Anna experiences an 
inner conflict on the train which is depicted by the Dismantlement Montage. The loud sound of the 
train appears first, and then a word “olajfestmenye” (which is from a book that she holds) passes 
swiftly. After the text, her face expressing the emotion of ecstasy thinking about him appears on the 
screen. These montages are repeated several times speedily, as if the tempo of the montage follows 
her heart rate that is rising. Independently, the sound of a train does not have any meaning: it is just 
the departure sound of the train. Besides, the text “olajfestmenye” written in Hungarian means “oil 
painting” in English. According to the dictionary of  Cambridge Advanced Learner's Dictionary & 
Thesaurus, “oil painting” means “to be attractive” : the term would be derived from the tendency 66
of attractive people to be models in oil paintings in the nineteenth century. When the audience reads 
!  Rosalind E. Krauss, “Reinventing the Medium.(art and Photography).” Critical Inquiry 25, no. 2 (1999): 289-305, 304-05.65
 Definition of “oil painting”, the Cambridge Advanced Learner's Dictionary & Thesaurus, accessed July 3rd, 2018. https://66
dictionary.cambridge.org/dictionary/english/be-no-oil-painting.
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the text “olajfestmenye” as “oil painting” itself, it might be difficult to understand the relationship 
between the sound and text and even images. However, once it interprets “olajfestmenye” as the 
hidden meaning, “to be attractive,” the viewer understands that the text represents her feeling for 
Vronsky. Finally, the images—her closed eyes and a knife on her face—imply the inappropriate or 
dangerous relationship between Anna and Vronsky. After representing the images of her expression, 
the noise of the train wheels play a role of acceleration in her fascination. The text, “olajfestmenye,” 
was a part of a book that she was reading. When she is preoccupied with her thoughts of him and 
stops reading the book, the text is only emphasised with an extreme close-up shot as if it shows a 
secret in her mind. Therefore, when the three shots are linked together —the sound of a train, the 
text of “olajfestmenye,” (oil painting), and Anna’s ecstasy face— the sum of these shots finally lead 
to the expression of her restlessness of mind. 
 The next montage illustrates how Levin confesses his ardent love to Kitty who has declined 
his marriage proposal once before (fig10). Levin and Kitty are reunited at a ballroom, and he starts 
to ask her about her feelings towards him through alphabet blocks. It is a kind of an alphabet 
guessing game—when he suggests the initials of words that compose of a sentence, she tries to 
make a sentence complete, and vice versa. He asks her “DID NO MEAN NEVER,” and she 
answers “THEN I DID NOT KNOW,” and “CAN YOU FORGIVE AND FORGET” by using the 
text cubes. Although the three sentences are assembled simply by the letter blocks, the simple 
sentences represent Levin’s true feelings for her, Kitty’s regretfulness, and his proposal of marriage 
showing the letter blocks “lvy (I love you)” finally. These texts take the place of their dialogue and 
their voice because they do not want others to hear their conversation in the public space. The text 
is not lengthy and embellished. During their dialogue through the letters, the shots of their 
expressions are inserted between the shots of the letter blocks. Kitty's tears and Levin's sincere eyes 
are supplements of emotions that do not exist in the text. These two shots have almost no sound as 
the text serves to replace their voices. Only the noise of the bumped cubes and the sound of their 
whispering exist. However, when an old gentleman blows his nose with a piece of tissue, the loud 
sound breaks the silence at the end of this scene. The serious moment is ended by this which seems 
 < fig10. Anna Karenina (2012) >
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to be not only a ‘full stop’ in a sentence but also a bell for the end of the game in a play. To sum up, 
in this scene, the text created by the alphabet blocks functions as the dialogues, and the images 
represent their expression. Moreover, the short and strong blowing sound finish this sequence 
giving fun and ‘period’. 
 The last example of Dismantlement Montage in this film is about Anna’s collapse. Anna 
eventually falls in love with Vronsky, and she decides to leave her husband and even her son. After 
the love affair between Anna and Vronsky was revealed in the high society, Anna and her husband, 
Count Alexei Karenin, were finally faced with ruin. Nevertheless, she still dreams of happiness with 
Vronsky by planning to leave the country, but she abnormally becomes obsessed with him. The 
more she loves him, the more she suspects his unfaithfulness. In the vicious circle, she is in despair 
over the love she lost, and she starts to rely on alcohol. In this situation, Anna’s downwards 
spiralling is depicted by the Dismantlement Montage (fig11). Regarding the sound, the departure 
noise of the train appears again that was mentioned in the first example. Although the two shots 
seem to be similar angles and the sound, the sound of the train in this scene is entirely different 
from the sound of the first. The first instance informs the beginning of the love affair in danger, 
whereas the sound of this example illustrates the desperation in her love and the destruction of her 
life. Also, this sound implies her death by jumping in front of a running train at the end of the film. 
When the sound exists by itself, it is just the noise of a train. However, when other images or other 
text follow the sound, the meaning of the sound is changed because the following shots influence it. 
The word, “La Morphine,” written on the bottle comes after the sound. As interpreted the word 
literally, the “Morphine” is one of the natural plant alkaloids found in opium and is the prototype 
opiate, against which other derivatives are measured regarding analgesic effects and side effects.  67
In this scene, Anna drinks the liquid from the bottle, but the audience is not sure whether the liquid 
is real “Morphine” or the title of the alcohol. Nevertheless, it is not important. The most crucial 
thing is the text itself, “La Morphine”. It tells us how she is deeply pained by the fear of separation 
 “Morphine”,  National Institutes of Health, accessed  July 3rd, 2018. https://livertox.nih.gov/Morphine.htm.67
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from him mentally and physically. Decisively, the following shot vividly demonstrates her 
reproachful look and lunatic eyes. Notably, the picture on the bottle of a snake spirals up to the 
Cross on which the scales are hung seems to ridicule her as if a snake’s temptation in the Bible. 
Eventually, the sum of the three shots shows the crisis of her madness.  
 In terms of Anna’s two montages (the first and the third example ), the use of 
Dismantlement Montage was appropriate to present her psychology. The sum of each shot—the 
sound for the accelerating her emotions, the metaphoric messages and the images of her emotional 
expressions—illustrates how she is in perilous situations. If only her facial expressions had depicted 
these situations, these might have conveyed far less of her emotions than the montage with the 
sounds and the texts. That is to say, her feelings can become complete when the sounds, the 
messages and her facial images combine. On the other hand, concerning the second example (the 
proposal scene of Levin for Kitty), the texts by the alphabet blocks replace their spoken language 
and make long conversation simple. Moreover, the sound of the blowing nose plays a role in the 
‘period’ for the scene. It illustrates that the montage represents a sentence in a written language. 
Therefore, Dismantlement Montage contributes to abundant expressions imitating another medium 
(such as, a book, oil painting, the Bible, alphabet block) for various communication.  
3.2 A variation of Dismantlement Montage in Radiance (2017) 
Radiance (2017), the Japanese romance and drama film directed by Naomi Kawase (1969-present), 
deals with the relationship between Nakamori, a visually impaired photographer, and Misako, an 
audio description writer for film. Misako appears as a new passionate audio description writer who 
struggles to describe images on films for the blind. One day, she meets Nakamori, who is slowly 
losing his eyesight, in a film community in which the blind and the staff of audio explanation 
discuss whether the audio description describe moving images adequately for the blind. Although 
Misako tries to make an effort for the audio description, Nakamori has a complaint about inserting 
her subjective opinions in the description. However, the discord between Misako and Nakamori gets 
solved when they realise the radiant world that was invisible to both.  
 This film consists of a frame story (a story within a story) as well as the two main 
characters’ own stories. Interestingly, both stories are based on a sense of loss: for example, in the 
frame story the main actress lost her memories and eventually her life while her lover, the main 
actor, lost her as a result; Nakamori lost his eyesight and his lover (wife) while Misako’s father died 
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in her childhood and her mother lost her memories. However, all four characters want to seek hope 
in their life through a sunset radiance. 
        As the subject matter of this film is about the blind, their invisibility is compensated by 
audio description which is read by a voice actress: However, sometimes, audio explanation appears 
by texts when they revise the audio description in the community. For this reason, Radiance (2017) 
has a different connection between the three elements of Dismantlement Montage—sound, images 
and text—creating a distinctive structure compared to Anna Karenina (2012). Whereas the three 
components are dismantled and rearranged in sequence in Anna Karenina (2012), these elements 
make layers with two or three levels at once in a shot or a scene in Radiance (2017). In other words, 
redundant information—the images and voice over of audio description having the same 
information— is represented at the same time synchronising with each other. In the beginning of the 
movie, Misako appears on the street where she starts to describe a mundane life: A man waits for a 
taxi; Elementary school students cross the road; a man uses a mobile phone walking on the street; a 
woman in her middle ages and workers wait for the bus. This scene shows how Misako sees daily 
life from her point of view. As if she reads audio description in a movie for the blind, she describes 
people who live a busy life through the stream of Misako’s gaze. In general, audio description 
describes what is happening on the screen. In this sense, audio descriptors’ opinions or expressions 
are excluded because it should make the blind bring images immediately when they listen to the 
audio description. In this scene, Misako’s narration of audio description is equal to information of 
images on the screen. It seems to provide double information. However, the combination of audio 
description and images do not become the sum of them. Since each information becomes a 
complete entity, audio description does not compensate for the images, and reversely, the images do 
not supplement with audio description either: complete images of the screen and complete narration 
of audio description, both having the same information, exist independently with different layers. 
 < fig12. Radiance (2017) >
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Therefore, the sum of them do not make twofold values, so that the sum does not stand up in this 
example. In terms of narration, Misako’s narration of audio description is different from the typical 
narration of film. Both, audio description and general narration, appear as voice over in film. 
However, narration is represented through a protagonist or an omniscient viewpoint. It does not 
have the same information with images but complements images. Mainly, narration contains 
speakers’ opinions or innermost feelings and the union of narration and images leads to a complete 
result, whereas, narration of audio description as an entity is another way to represent images. Thus, 
the synchronising of Misako’s narration and (people’s) images on the street in this scene not only 
provides information of audio and video at once but also stimulates our sensory organs—when the 
audience watches this scene with audio description, the audience is forced to listen to the narration 
of audio description articulately. As a result, the binary information arouses the senses of sight and 
hearing. In general, montage is an editing technique in film that a series of shots places into a 
sequence.  However, it shows that the elements of Dismantlement Montage are united in the 68
vertical rather than in regular succession horizontally. It looks like multiple layers of the elements 
are placed in a specific time. This is a good example of diversity and extension of Dismantlement 
Montage. 
 The next example is about a commentary of audio description in the film community with 
the blind. Misako narrates audio description synchronising images from the screen. After the 
screening, she gets severe criticism from the members of the community because her subjective 
ideas in the audio description disturb the blind audience. For example, when a protagonist sees a 
sunset on the beach in the last scene of the frame story, Misako describes it as “he is filled with 
hope to live”. Some audiences feel uncomfortable with the audio description in which too much of 
her opinions are involved, and especially Nakamori complains that she forces the blind to think that 
way. When she is in trouble and struggles to correct some sentences, the unusual combination 
between the three elements occurs: the union of woman’s face, a document of audio description on 
 Fabe, Closely Watched Films, 22.68
 < fig13. Radiance (2017) >
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a screen and Misako’s narration voice at the same time. In the frame story, the actress, Dokie, kisses 
the wounded hand of Jujo casting a covert glance at Kida (fig13): a frame story does not describe a 
specific story, but this scene seems that Dokie has a husband, Jujo, but she is tempting Kida. 
Dokie’s enticing glance appears on Misako’s computer screen, and the document of audio 
description is layered on the images. On top of that, Misako’s voice over —‘Dokie’s coquettish 
glance at Kida’, ‘She kisses the injured hand of Jujo’— overlaps with the images and the document. 
The three elements of Dismantlement Montage are layered in a shot, and each element describes the 
shot of Dokie’s seduction of Kida with the same information. It is the different structure from the 
structure of Dismantlement Montage in Anna Karenina (2012). The example of Anna Karenina 
(2012) shows that the sound of a train, the text as a metaphor and the close-up of Anna’s face are 
placed in sequence, which has different information. When these elements combine, the montage 
becomes complete by the sum of them meaning Anna’s unstable condition. Whereas all elements, 
images of Dokie’s glance, the text of the document of audio description and the sound of Misako’s 
narration, are layered in a shot in Radiance (2017). Whichever media the audience chooses,—audio, 
video or text— they might know that ‘Dokie kisses the wounded hand of Jujo casting a covert 
glance at Kida.’ Since each element has a complete meaning, transmitting even the same 
information, any of them can entirely explain what is happening in the shot. 
 Therefore, the three elements with the same information in Radiance (2017) not only 
stimulate our senses at the same time but also provide complete information for no matter who we 
are (blind, or deaf). This structure of Dismantlement Montage, the layered three elements, has the 
strength of embracing widely the audience with any condition. Moreover, although the actor’s 
disabled condition and the actress’s job lead to the unique combination of the three elements, the 
arrangement of the elements conducts experimental and creative shots (or montage). Anna Karenina 
(2012) and Radiance (2017), analysed through the dismantled elements of film, give the audience a 
new perspective to examine. Besides, filmmakers can be motivated by the disassembled 
components of film to make creative films. I expect that new experimental montages will be created 
through this methodology in the near future. 
3.3 The extension of Dismantlement Montage  
Through these case studies, the typical example and the transformational form of Dismantlement 
montage were examined. The former is that incomplete information with the three types is arranged 
in sequence in Anna Karenina (2012), and the latter is that all complete information with the three 
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elements coexists in a shot with duplicated meanings in Radiance (2017). Base on the structure of 
Dismantlement Montage, I expect to apply the structure to the dismantlement of time-space of the 
cinema extending it by using multi-screen. Through dismantlement and rearrangement, an extension 
of time-space of the cinema could be considered.  
 It has something in common with Expanded Cinema happened in the 1960s-70s. Expanded 
Cinema tried to deviate from the ordinary cinema. Moreover, the artists of this new genre created 
conceptual type and mixed form such as a fusion of film and performance:  Stand Vanderbeek, 69
Claes Oldenburg, Wolf Vostell, VALIE EXPORT and Fluxus members (John Cage and Nam June 
Paik) were the artists in expanded cinema. Especially, Stand Vanderbeek is considered the pioneer 
of expanded cinema. He built the hemispheric dome structure, Movie-Drome at Stony Point, New 
York, in 1965, which was recorded as the early expanded cinema. He projected moving images to 
walls and a ceiling by using several film projections. Matthias Michalka, curator in MUMOK, 
describes the exhibition in X-Screen (2004): 
“In the mid-1960s, Stan VanDerBeek transforms a grain silo into a domed projection space 
approximately 10m in diameter. The so-called Movie-Drome serves as an audiovisual 
laboratory and performance site for multimedia shows. By using sliders, film loops, videos, 
computer graphics, and hand-drawn animations. VanDerBeek creates complex multiple 
projections that bring the entire dome into play. Unlike the usual familiar movie theatre 
environment with its set rows of seats, the audience is invited to lie down on mattresses 
placed at the sides of the dome-shaped theatre. This prototype was intended as the first of a 
world wide chain of movie-domes for pursuing the utopian project of an international 
language of images.”  70
 Movie-Drome has several distinctive features, compared with the classic theatre. Most of all, 
the remarkable aspect of Movie-Drome is the place of the structure. It is placed in a forest at Stony 
 AL Rees. Expanded cinema : art, performance, film (London: Tate, 2011), 12.69
 Matthias Michalka, X-Screen: Film Installations and Actions in the 1960s and 1970s, (Köln : König, 2004), 32.70
 < fig15. Movie-Drome (1965) >
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Point, deviating from a place of a formal cinema. Second, it projects images not on a rectangle 
screen but on the hemisphere of Movie-Drome. Moreover, he makes multiple projections cover a 
whole dome with overlaps of images. Finally, Movie-Drome changes the audience’s attitude toward 
viewing in that the audience sits down or lie down on the floor instead of sitting on chairs. Thus, 
Stand Vanderbeek’s Movie-Drome was a new attempt to break the ordinary custom of the cinema. 
The diversity of a location of the cinema, the use of multiscreen, and the change of the audience’s 
behaviour are related to the extension of Dismantlement Montage. The dismantled elements of film 
can apply to the extension of a screen by using multi-screen. For example, each element applies to 
each screen, and the organisational connection between the screens can be expected to create more 
unique narratives and experimental spaces. The SM town theatre in Seoul, South Korea already has 
three screens in the cinema, named ‘Surround Viewing,’ for a screening of live recording from K-
pop idols’ concerts.  Although the purpose of the multi-screen is for the audience to experience a 71
live concert indirectly, it seems that the attempt is a good start to the extension of the cinema. 
Therefore, the dismantlement of the elements of film can lead to the dismantlement of time-space of 
film which causes people to realise the nature of film with respect to the structural films— the 
structural films coined by Adams Sitney had prevailed embracing the American avant-garde film 
with the experimental techniques; Fixed Camera Position (fixed frame from the viewer’s 
perspective), Flicker effect, Re-photography off the screen, and Loop Printing.  Besides, the 72
dismantlement of time-space of film can bring about the extension of film. Moreover, the 
dismantlement of the elements of film will be a good challenge to change the audience’s behaviour: 
not watching on fixed sits but hanging around in space even with an interaction between humans 
and apparatuses.  
 “Surround Viewing”, SM town theatre, accessed July 5th, 2018, https://news.joins.com/article/17652394.71
  P. Adams Sitney, Visionary Film: The American Avant-Garde, (Oxford University Press, 2002), 348.72
 < fig16. SM town theatre, ‘Surround Viewing’ (2015) >
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Conclusion 
This thesis started with the aim of investigating how linguistics has influenced montage in film, 
how a new approach to film is deduced from linguistic systems, and how the new approach will be 
extended in the near future. When it comes to the relationship between film and a language, it has 
been discussed for several decades since Metz regarded film as a language. Although Metz applied 
linguistics formed by de Saussure to film, he tried to approach psychoanalysis in the study on film 
in order to overcome the limitations of the connection between film and linguistics. On top of that, 
Eisenstein developed ‘montage of collision’ through Chinese and Japanese literature, but other 
critics criticised its montage because it overly relies on linguistics. Nevertheless, film itself, apart 
from relevance to linguistics, is not only a method to convey directors’ opinions but also serves as a 
tool of communication with the public as a language. In this sense, the approaches of linguistics to 
film studied by both Metz and Eisenstein were necessary and pertinent in each period. In terms of 
the relation between film and a language, Egyptian hieroglyphs, interestingly, have commonalities 
with film. Although Egyptian hieroglyphs are a written language, ancient Egyptian added visual 
images to it. Namely, they tried to represent meanings of words clearly by attaching images 
(determinatives, ideograms) at the end of a word. It is akin to components of film that are composed 
of sound, text and visual images. In the growth of media, paintings, books, radios, photography, 
film and holo-graphics have developed in sequence through approximately 3000 years. However, 
ancient Egyptian already started recording their history with phonograms and ideograms in a word 
as the audience sees a film with audio and visual images at the same time in the present age. That is 
to say, the structure of Egyptian hieroglyphs is similar to the disassembled components of film. 
Sound, text, and images are presented simultaneously in a shot, whereas, these elements of Egyptian 
hieroglyphs are arranged in order. The key point is how film can be analysed through the way of 
thinking of ancient Egyptians. Generally, montage is created by the connection of shots in which 
images, sound, and text are not disassembled but stuck together, whereas it is hard to find montage 
that comes up with the new combination between the dismantled elements of film: the union of 
‘sound and images’, or ‘images and text’, or’ text and sound’, or ‘sound, images and text’ in order 
appears on rare occasions. However, this so-called Dismantlement Montage was used efficiently 
with the combination of sound, images, and text in Anna Karenina (2012). Although each shot (or 
element) has a meaning independently, the sum of them conveys a completed meaning of the 
montage. The sound of the train wheels which leads to the climax of Anna’s emotion, the text of 
“oil painting” that represents Vronsky’s charm, and the close-up of Anna’s ecstasy as an image 
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shows Anna’s mental state who is infatuated with Vronsky. Namely, this montage composes of the 
pieces of shots, and the sum becomes a completed puzzle.  
 However, in Radiance (2017) the establishing of the characters’ situations — the main actor 
is visually impaired, and the actress is an audio description writer — makes the variation of 
Dismantlement Montage in the film. The audio of Misako’s narration, the text of audio description, 
and visual images of the actress form three layers with the same and equal information in one shot. 
It shows that the three elements of Dismantlement Montage are united vertically, which is different 
from the union of the three elements of the montage horizontally in Anna Karenina (2012). 
However, there are advantages of the montage in Radiance (2017). On the one hand, these 
overlapping information fill up all conditions of the audience (the blind or the deaf). On the other 
hand, it is an opportunity to represent a distinctive expression and to support an experimental style.   
 Through these case studies, I found that Dismantlement Montage helped not only to try a 
new approach for reading films but also to acquire a new perspective for analyses of the two films. 
In addition, I sought to find the extension of film by using Dismantlement Montage with this new 
point of view. Based on expanded cinema that happened in the 1960s-70s, I believe that through the 
dismantlement of elements of film, the extension of time-space of film escaping from a classic 
theatre will be expected in the near future. Since Egyptian hieroglyphs were discovered about 3000 
B.C, letters and languages have been developing. Most of them have reflected the way of people’s 
thinking in each period and each country. In particular, these days numerous people use social 
networks that are tools for communication between social members. The users started to use 
abbreviations of words or initials of words and pictures instead of complete sentences or 
paragraphs. Through these media, languages have been changing in the young generation. It also 
shows how young people think instinctively and instantly. Thus, it might be a new challenge to 
apply new types of languages to film. Based on the change of languages in contemporary societies, 
it will be necessary to continue the discovery of a new montage for the next study.  
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